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ABSTRACT
Frederick Delius (1862-1934) began his career as a composer 
of songs and continued wri t ing  them at in terva ls  throughout his 
l i f e .  Generally, he concentrated on one language at a time, 
se tt ing  Norwegian, French, Danish, German, and English poems.
This study has shown that a re la t ionsh ip  ex ists  between the 
events o f  Del ius ’ s l i f e  and his use o f  a part icu lar  language 
for  his song text3.
The nine songs chosen to be analyzed are representat ive  o f  
the various language groups. Through analysis o f  form, harmonic 
re lat ionships, cadences, key centers, accompaniment texture, 
melody, and mood the songs were divided into two general groups. 
Comparisons were drawn between the character is t ics  o f  the ear ly  
songs of the f i r s t  group and the more mature s ty le  o f  the la t e r  
songs in the second group.
The f i r s t  group includes "The Nightinga le"  (1888), "Twilight; 
Fancies" (1889), "Hidden Love" (1889), and "Love's Philosophy" 
(1891). The se tt ings  o f  these four are strophic. The key areas 
are f irmly established with use o f  pedal and t rad i t iona l  harmonic 
progressions. Harmonic cadences occur at the ends o f  the vocal 
phrases.
"Le c i e l  e s t ,  par-dessus l e  Coit"  (1895), "Black Rcses" 
(1901), "Summer Landscape" (1902), "The Nightingale has a Lyre 
o f Gold" (1910), and "So white, so s o f t ,  so sweet is  she" (1915)
vl
comprise the second group. These songs are through-composed.
The ends o f  the main sections in each piece cadence, but the vocal 
phrases within these sections do not. Key areas are not established.
The texture o f  the piano accompaniment is very important 
in establishing the mood and defin ing the main sections o f  a l l  
o f  the songs. Chromatic bass movement and ha l f-s tep  movements 
in the inner voices i s  used in both groups for  harmonic co lor .
Despite the many cr i t ic isms aimed at Delius 's vocal works, 
many o f  the songs, pa r t icu la r ly  the Norwegian and French songs, 
reveal a sens i t iv e  and singable approach to the s p i r i t  o f  the t ex t .  
Del ius 's  songs deserve a place in  the h is tory  o f  song l i t e r a tu re  
as some o f  the most o r ig in a l  and personal voca l  music to be 
written during the la te  Romantic period.
vii
INTRODUCTION
Frederick Delius (1862-1934) began as a composer o f  songs and 
continued writ ing  them at Interva ls  throughout his l i f e .  The 
to ta l  number o f  songs that he produced is not large. From the 
th ir ty -n ine songs that Delius wrote fo r  solo vo ice with piano 
accompaniment, nine songs were chosen for  analysis and performance.
Generally, Delius concentrated on one language at a time.
His f i r s t  two groups o f  songs were from Norwegian texts and were 
written in 1888 and 1889. In 1891 he set three poems by Shelley.
The two e a r l i e s t  French poems by Verlaine that he set were done 
in 1895. From 1897-1902 he wrote sett ings for  ten Danish and 
one Swedish poem. In .1898 he set four Nietzsche texts. Between 
1910 and 1916 he wrote sett ings fo r  s ix  English poems. The f i r s t  
consideration o f  this paper is  how, at a given time, Delius 
came to choose a part icu lar  language fo r  his song se t t ings .
The nine songs that were chosen to be analyzed are representa­
t i v e  o f  the ir  language groups. They range from the ear ly  Norwegian 
songs which show the strong influence o f  Grieg to the Danish 
se tt ings  which show Delius 's  mature and very personal s t y l e .  Through 
analysis o f  form, harmonic re la t ionsh ips,  cadences, key centers, 
accompaniment texture, melody, and mood i t  is possib le to draw 
comparisons between the character is t ics  of the ear ly  and la te  songs.
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CHAPTER I
THE LIFE OF DELIUS AS RELATED TO HIS SONGS
Frederick Delius was born in Bradford, Yorkshire, England, 
m January 29, 1862. His fa ther ,  Julius, had come from Germany and 
sett led in Bradford in 1850. His business was that of s e l l in g  
Australian wool to some o f  the fac to r ies  in England and Europe that 
nade wool garments. He supported the community music concert series 
md he enjoyed the sharing o f  music in his home,
Frederick played the v i o l in  and piano as a boy. His s i s t e r  
Hare writes that throughout his schooldays his greatest joy was 
;oing to concerts. He played by ear and on returning home could 
i f ten ,  with l i t t l e  work, play the pieces he had heard. She remembers 
iim as a "ga l la n t ,  handsome, mischievous boy, always seeking 
tdventure, always in trouble.
His improvisation at the piano was a great del ight to his 
rothers and s is te r s .  I t  became his ch ie f  means o f  emotional 
:xpression.
Probably there was l i t t l e  form and even less melodic 
invention in these impromptus, but already the urge to 
explore harmonic p o t e n t i a l i t i e s  which he had not yet. 
found in the music with which he was acquainted.. .was 
s trugg l ing  to emerge.2
1-Clare Delius, Frederick Delius— Memories o f  My Brother (London 
vor Nicholson and Watson, 1935), p. 36.
2sir  Thomas Beecham, Delius (London: Hutchinson, 1959), p. 19.
2
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Whereas everyone e lse  improvised on eas i ly  recognizable 
themes, with Delius there were no themes, just chords. When 
the mood to extemporize was on him, he always followed the 
3ame procedure. He would start very quietly and dreamily, 
moving along slowly and, for the most part, chromatically in 
a rhapsodic procession of chords from one le isure ly  climax 
to another, unti l  the music culminated in a tremendous 
outburst; then, with many tender dallyings by the way, i t  
would end as peacefully as i t  had begun.1
Frederick's father did enjoy music, but at any suggestion from 
Fredeiick that he wanted to make i t  his career Julius stood firm.
Music id not provide a secure financial future. Frederick would 
go Intc the family business whether he wanted to or not. In 1881, at 
the age of 19, he l e f t  col lege and began to learn about the wool 
business . A fter being trained as a commercial traveler Julius sent 
him to ( armany, Scandinavia, and France for business experience.
When Fre ierick tended to business he was very successful. His 
charm an I wit served him wel l  with potential c l ien ts .  But in 
these wonderful new places he found many distractions. He attended 
concerts took v io l in  lessons, and enjoyed a colorfu l socia l  l i f e .
In Scand navia he was part icu lar ly  struck by the serene loneliness 
of the ir >untains and fjords.
J i l ius  gave him a second and third chance and then gave up on 
his evei becoming a wool merchant. He gave Frederick permission to 
go to F orida in 1884 and set him up on a leased orange plantation. 
Frederi :k had resolved to continue with music, but he also loved the 
comfor s o f  his l i f e  and the f inancial  help from his father made 
these possible. Frederick did work hard in the orange groves for 
awhil but soon le t  Lhe foreman take over while he spent his time
3peter Warlock, Delius (New York: Oxford University Press, 1952),
c 5.P-
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with music. "Now for the f i r s t  time he had the peace and seclusion 
he needed.'"^ The disagreements with his father about the direct ion 
his future should take had l e f t  Frederick in a "state of complete 
mental d e m o r a l i z a t i o n . I n  the quiet o f his Florida retreat 
he sorted out his thoughts and became convinced that he did have 
something worthwhile to say through music and that he would 
somehow learn how to say i t . b
Frederick went to Jacksonvil le la te r  that year to buy a 
piano. There he met Thomas F. Ward, a well-known musician from 
New York who was v i s i t in g  the South for his hea lth .* 67 Frederick 
invited him to come to the plantation. Ward accepted and for s ix  
months he instructed Frederick in the mechanics of counterpoint 
and fugue. During this time, Frederick t r ied  his hand at a few 
songs, only one o f  which has survived under the t i t l e  o f  "Over the 
Mountains High" (Bjornsen). Frederick always f e l t  that he learned 
more from Ward than from anyone else.®
In an attempt to force Frederick to take the f inancial 
responsibi l i ty  of the plantation seriously, Julius bought the 
orange grove in August o f  1884. But Frederick continued spending 
his days at the piano and his evenings l is ten ing to slave songs 
played and sung by his old Negro servant.
^Delius, Frederick Delius— Memories o f  My Brother, p. 73.
^Beecham, Delius, p. 33.
6 Ibid.
7Ibid. , p. 2 7.
®De1i  us, Frederick Delius— Memories o f  My Brother, p. 74.
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Delius and Ward had talked about study in Leipzig , Germany, 
and since Julius had refused to send him, Frederick f in a l ly  l e f t  
the plantation in his older brother Ernst's care, se tt ing  out in 
early 1885 to earn money for the trip himself. He taught music
in Jacksonville, music and languages in Danville, V irg in ia ,  and
u
then went to New York to serve as organist for a church there. 
Meanwhile, Julius had become worried about Frederick's whereabouts 
and f in a l ly  had a detective track him down. He called Frederick 
to Bradford in June of  1886. Julius was impressed by the fact that 
Frederick had made a substantial name and subsistance for himself 
over the several months he had spent teaching and agreed to send 
him to Leipzig  for eighteen months.^
Frederick attended classes at Leipzig Cor,-ervatory during the 
school terms of 1886 and 1887. He heard Brahms and Tchaikowsky 
conduct their own works on occasion, and Nikisch conduct Wagner 
at the Opera House. Through Adolf Brodsky and his quartet he 
was introduced to the bulk of c lass ica l repertoire and many new 
works of merit for the str ing q u a r te t .^
The agreement with Julius had been that Frederick would return 
to America a fter  the eighteen months in Leipzig . But as the spring 
of  1888 approached, this plan became d is taste fu l  to him. He had 
profited a great deal from his association with the musicians in 
Leipzig but he had no substantial proof of accomplishment to
^Os car Thompson, ed.,  The International Cyclopedia of Music and 
Musicians (Mew York: Dodd, Mead and Company, 1964), p. 518.
lOBeecham, Delius, p. 33.
H tmh- ~ • • » K • O r.J J •
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present his father. So he submitted some of his compositions to 
Edvard Grieg, a recognized master, who was v is i t in g  in Leipzig. 
Grieg's response was grat i fy ing .  Through further correspondence 
and a planned meeting in London in Hay of 1888, Grieg was able to 
help Frederick obtain continued, though meager, f inancial support 
from Julius for more study in Europe.
In the summer of  1888 Frederick decided to s e t t le  in Paris, the 
undisputed in te l lec tua l  center o f  Europe. He was provided wider 
soc ia l  freedom and a l i v e l i e r  interchange of thought than he hai 
had in Leipzig .
During this time he wrote settings to eight Norwegian poems, 
dedicating them to his new fr iend, Edvard Grieg and his w i fe ,  Nina: 
"Slumber Song" (Bjornsen), "The Nightingale" (Welhaven), "Summer Eve" 
(Paulsen), "Longing" (K je ru l f ) ,  "Sunset" (Munck), "Now Sinks the 
Summer Evening" (Ibsen), "Dream Roses" (Heinitz-Marie ) , and "Quicker, 
my Horse" (Geibel) .
Delius circulated among the l i te ra ry  men and a rt is ts  rather 
than the musicians. August Strindberg, the Swedish dramatist, 
Alphonse Marie Mucher, a sculptor and engraver, and Gauguin, a post- 
impressionist painter were some o f  his fr iends. These men were of 
o r ig ina l  genius. They refused to be chained to past tradit ions and 
set before themselves high ideals of art .-^
Beecham comments on a phase of  Frederick's personality that he 
found outstanding in the history of a r t is ts .
-^Dexius, Frederick Delius— Memories of My Brother, p. 102.
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This was the capacity to command and hold not only the 
admiration for and confidence in his a r t i s t i c  in tegr i ty  
on the part of those nearest to him and best quali f ied 
to appraise i t ,  but an a f fect ion  and respect inspired by 
a knowledge of his character and d is p o s i t i o n .13
This continued as the years passed by in associations with
Grieg, Christian Sinding, a friend and ex-fe l low pupil, Ravel,
Schmitt, Messager, and Gauguin in France; Strauss, Humperdinck,
Max Schil l ings, and Felix  Mottl in Germany; and Elgar, Vaughn-
Williams, Granvil le Bantock, Norman O 'N e i l l  and others in England.^
Delius's t r ip  to Norway in the summer of 1889 with Grieg and
Sinding brought his attention back to the world o f  f o lk lo r e .15
During the autumn and early winter o f 1889 he wrote a set o f  seven
Norwegian songs. A comparative maturity of manner is found in these
songs. They include "The Homeward Journey" (V inje ) , "The Minstre l , "
"The Bird's S tory ,"  and "Cradle Song" ( Ibsen),  "Hidden Love,"
"Twilight Fancies," and "Young Venevil"  (Bjornsen). He also wrote
settings to "Chanson Fortunio" (De Musset) and Drachmann's "Sakuntala.
While he was working on his f i r s t  opera, Irmelin (1890-1892),
he wrote a cycle of songs from Tennyson's Maud and three settings of
Shelley poems: "The Indian Love Song," "To the Queen of My Heart,"
and "Love's Philosophy." Grieg worried about Delius's excessive
eroticism at this point, not only in his choice of the Shelley texts
and their sett ings but in the type o f  l i f e  he was l iv in g  in Paris at
13Beecham, Del iu s , p. A9. 
l^ Ib id . , p. 50. 
l^ Ib id .,  p. 55.
"16
l^Ibid. , p. 54.
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the time. In the period 1891-1893 Delius's creative energy tapered o f f .  
He seems to have been occupied with his new socia l  status as a member 
of the "high l i f e . "  Until this time he had preferred investigating 
a l l  the corners o f  Paris.
Dressed in his o ldest and shabbiest clothes he frequented 
a l l  sorts of dubious quarters. . . and for a time his curiosity 
led him to a weekly inspection o f  the Morgue...-*-7
Not only Grieg was worried about his way of l i f e ,  but Uncle
Theodore was beginning to wonder i f  Frederick was ever going to make
his own l iv in g .  He told Frederick that he thought the time had
come for him to go back to America as o r ig ina l ly  planned. They
quarreled and Theodore cut o f f  his f inancial assistance. Frederick,
being stubborn, simply turned around and appealed to his fa ther 's
s is te r  for help. She complied and he stayed in Paris.
In 1899-95 he wrote his second opera, The Magic Fountain.
In 1895 he wrote two songs of Ver la ine 's ,  " I I  pleure dans mon coeur"
and "Le c ie l  es t ,  par-dessus le  t o i t . "  Beecham notes that in the
second song there is a hint o f  his growing a b i l i ty  to give voice to
moments of dramatic intensity  "with the powerful and unexpected
climax in the sett ing  of the words 'Qu’ as-tu f a i t  de ta jeunnt:sse. '
Rarely I think can a lament over lost  happiness in youth be sung
more poignantly."-*-®
In January, 1896, Frederick met Jelka Rosen, an a t trac t ive  
and gracious young a r t i s t .  This meeting started a relationship 
that lasted the rest of their  l i v e s .  I t  is possible that Delius
l? Ib id . ,  p. 53.
18lbid., p. 83.
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would never have reached the heights he did "had i t  not been for 
a chain of events which began to be forged about this time.
In May o f  1897, Jelka moved to her favorite  retreat, the v i l la ge  
of Grez-sur-Loing (some forty  miles out of Par is ) ,  during the 
time that Delius was v is i t in g  America to insnect the Florida 
plantation he had abandoned ten years before. He hoped to make 
arrangements there for money to help him meet his expenses in 
Paris. Shortly a fter  he returned to France he joined Jelka in Grez. 
They worked together and he lived nearby.20
At this point (1897) began a period of continuous work for 
Delius. Now a f te r  a break o f  two years, he wrote settings to s ix
of I .  P. Jacobsen's poems and one of Hoigar Drachmann’ s : "On the
Seashore" (Drachmann), "Through the Long, Long Years," "Wine Roses," 
"Let Springtime Come," "Irmelin Rose," "In the Seraglio Garden," 
and "Silken Shoes" (Jacobsen). In 1898 he wrote sett ings to four 
Nietzsche texts and to another Drachmann poem: "Der Wanderer und 
sein Schatten," "Der Einsame," "Der Wanderer," "Nach neuen Meeren" 
(Nietzsche), and "Im Gluck wir lachend gingen" (Drachmann). The 
four Nietzsche songs and "The Minstrel" from the second Norwegian 
set are the only songs set o r ig ina l ly  with pia..o accompaniment 
that Delius designated as being for a spec i f ic  voice type. They 
are fo r  baritone.
A concert o f  Delius's works was given in the late spring of
1899 at St. James' Hall in London with Alfred Hertz, conductor o f  the 19
19Ibi- i. , p. 76.
20 ibid p. 9C.
Elberfald Opera, d irect ing. This was the f i r s t  concert of any of 
his works in London. Except for the performance of his early 
tone poem On The Heights at Monte Carlo and that of Over the H i l ls  
and Far Away at Elberfeld in 1897 Frederick had not heard the sound 
of his own music in performance.21 Beecham states that as far as 
England was concerned the event might just as well have not taken 
place, for even with a f a i r  show of acclamation from the press, 
no organization made the s l igh tes t  attempt to play Delius's music 
for years to come.22
Almost the whole year o f  1900 was spent on his fourth opera,
A V i l lage  Romeo and J u l i e t , a tone poem now called Lebenstanz, and 
three more songs, "The V io le t "  (Holste in ),  "Autumn" and "Black Roses" 
(Jacobsen). "Black Roses” was finished in 1901. In 1900 the f i r s t  
performance of Delius's Par is , an orchestral work, was given in Germany. 
This concert was the "start ing point of what was to become within 
the next four or f i v e  years in Germany, a Delius vogue, second only 
to that of Richard Strauss."23
At the time o f  Julius’ s death in 1901. Frederick's financial 
situation looked grim. For the f i r s t  time in his l i f e  he stood 
alone. The f inancial upset cut into every aspect of his l i f e .  He 
became more serious and there were signs of  the a loof ,  exclusive, 
e g o t is t ica l  character depicted by those who knew him only in his 
la ter  years.
2̂ - ib id. , p. 114.
22 ib id . , p . 106.
23'lbld. , p. 114.
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Nearly seven years had passed since he had met Jelka. Their 
wedding took place in the summer of 1903 and seemed to open the way 
for  a modest prosperity for  the next eleven years.24 In 1903, at 
the age of forty-one, Delius
...had written f i v e  operas, s ix  large works for fu l l  
orchestra, several suites o f a l igh ter  type, a large number 
of short pieces, some for orchestra, others for  solo instru­
ments, and about f i f t y  songs. Of this imposing output only 
a score or so of the songs had been p u b lish ed .25
By 1904, his work had made a serious impression on Germany's
musical world. Because of the enthusiastic support o f the conductors
Hayra, Buths, and Cassirer, Elberfe ld became the center o f  what
Beecham ca l ls  the Delius movement in the Fatherland. I t  was a reaction
against the post-Wagnerian music by German composers— mainly Richard
Strauss. In Delius’ s music could be found "poetry in place of rhetoric,
sound without uproar, reticence instead of exagge ra t ion . . . "^  With
the performance of Koanga (March 1904), Appalachia (May 1904),
Lebenstanz (November 1904), and Sea Drift  (early 1906) his reputation
in Germany was de f in i te ly  established and he became, together with
Strauss, the most admired composer o f  the day.
In October 1907, Frederick met Sir Thomas Beecham at Queen's
Hall. Shortly a f te r  this, Cassirer conducted a concert there in which
he included Delius's Appalachia. This was the f i r s t  performance
of Frederick's music in England since 1899. A fter hearing this 9*
9 /
^In Beecham's biography the marriage date is given as 1903. The
International Cyclopedia of Music and Musicians l is ts  the date as 1897.
^Beecham, Delius, p. 126.
26 Ibid., p. 129.
performance of  Appalachia, Beecham resolved to play as much of 
Delius's music as he could in his programs at Queen's Hall.  "Here 
at last was music of native growth in which i t  was possible with 
uninhibited sincerity  to take pride and delight. " 27
For the new season of 1908 he scheduled Paris and Appalachia. 
During that summer he accompanied Delius on a month's walking 
tour of Norway. He regarded this and other personal contacts 
with the composer invaluable in his estimation o f  Delius's music.
"My personal association with him was mainly in the days of
his zenith as a man and musician, and I have never known a keener
and brighter s p i r i t  than Frederick at that t ime."28 * I t  was
through the devotion o f  Beecham, Sir  Henry Wood, and Balfour
Gardiner that Delius's reputation was f ina l ly  established in England.2^
From the completion of A Mass of L i fe  in 1905 unti l the summer 
o f  1914 there was an uninterrupted flow of work, most, o f  i t  of high 
interest  and value. In 1910 he wrote the songs "The Nightingale 
has a Lyre o f  Gold" (Henley) and "La lune blanche" (Verla ine).
Later during this period (1911) he set another Verlaine tex t ,  "Chanson 
d ' automne. For relaxation he produced a handful of songs in
1913 of which the most notable is " I -B ra z i l "  (Fiona Macleod).
The outbreak in 1914 of the F irst  World War shook Delius ’ s l i f e .  
When he and Jelka rea l ized that the war would last  longer than a
27Ibid. , p. 149.
28Ibid. , p. 153.
2^Delius, Frederick Delius-—Memories of My Brother, p. l ib .
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30Beecham, Delius, y. 166.
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few weeks they traveled quickly to London where they staged unti l 1916.
His f l i gh t  from France to England marks a decided break 
between a l l  that he had been s tr iv ing  to accomplish over a 
period of  f i f t e en  years and what he was now about to undertake.
With the exception of the tone-poem Eventyr and the Second 
Dance Rhapsody, both of  which he completed two years la te r ,  
we have nothing resembling the many outstanding achievements 
of his pre-war l i f e .  The s p i r i t  that animated the great Mass,
In a Summer Garden, and the Song of  the High H il ls  had 
departed fo re v e r .31
He turned to orthodox c lass ica l  forms, part icularly  those where 
voices took no part.
While he was in England he wrote four English songs. The 
texts for a l l  are Elizabethan and were probably suggested to Delius 
by Phil ip Heseltine. These two men were friends from 1911 unti l  
Heselt ine's death in 1930. Delius had "no interest  in the modern 
rev iva ls o f Tudor m usic ."32 " . . .W hi le  capturing the s p i r i t  o f  
the poems (he) nowhere evokes the music of his English contemporaries 
in their dealing Elizabethan l y r i c s . . .  He makes these poems into 
modern Delian s o n g s ."33 They are "Spring the Sweet Spring" (Nashe-1915), 
"Daf fod i ls "  (Herrick-1915), "So Sweet is She" (Jonson-1916), and " I t  
was a Lover and his Lass" (Shakespeare-1916). "Although their  
authorship is  unmistakable, part icular ly  the Jonsori l y r i c ,  i t  cannot 
be pretended that they have the charm of e ither the Scandinavian or 
the French songs. " 3̂  31*
31I b i d . , p. 173.
32Arthur Kieth Holland, The Songs of Delius (London: Oxford 
University Press, 1951), p. 22.
33Arthur Hutchings, Delius (London: Macmillan and Co., Ltd.,
1949), p. 164.
3^Beecham, Delius, p. 174.
Frederick and Jelka returned to Grez in 1916 and remained there
until  mid-1918. During the last half  o f  1918 and part of 1919 the 
Deliuses were seldom home. Then and at intervals afterward, they 
attended performances of Frederick's works in England and Germany, 
and traveled to Norway. They were unhappy during these la ter  stays 
in London. A fter  l i v in g  at Grez for some time in a rather sequestered 
way, they were unable to adjust to what Delius thought was the 
"un in te l lec tua l i ty "  of the English world. Beecham notes that they 
were well  on the way to being unable to l is ten  patiently to any music 
other than Frederick's, a t r a i t  that became more and more noticeable 
as the years went by.^J In Germany, a fter  England declared war, a l l  
claims to esteem and admiration for Delius were los t .  His supporters 
t r ied  to return him to favor with scheduled concerts, but most Germans 
had no interest in any Englishman's music.
In 1919 Delius wrote the song "Avant que tu ne t ' en a i l l e s , "  
the f i f t h  Verlaine text that he set.
In 1922 Frederick los t  the use o f  his right hand. Here started 
the steady decline o f  his health due to the recurrance of syphi l is .
The Deliuses traveled during the period of 1922-1926 trying to find 
rest and cures for  his i l ln e ss .  By 1929 he was to ta l ly  blind and 
physically helpless. Through this his mental facu lt ies  remained 
unimpaired and he s t i l l  had the desire to compose. Jelka helped 
him as much as she could with his writ ing.  A fter  1926 they remained 
at Grez for the next nine years, making only the one tr ip  to London 
in 1929 for Beecham's Delius Fest iva l .
35ibid. , p. 184.
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In late 1928 Eric Fenby wrote to Delius o f fe r ing  his services 
as amanuensis, to do anything that might be of service in helping 
Delius continue with his composing. Delius and Fenhv worked on some 
new works and the revision of  several old ones in the f ive  years that 
enby stayed at Graz.
In January, 1929, Delius was designated a Companion of Honor.
Th ’ Order of Companion of Honor was founded by King George V in 
1917. While i t  did not confer a t i t l e ,  i t  was a special dist inct ion 
for eminent men and women. Clare Delius states: "My brother 
was he sole example that I can reco l lec t  o f  a composer upon whose 
brow the public placed the wreath of laurels instead of upon his 
tomb. '3b
Delius's acceptance of this honor was announced in the press. 
Beech;m decided to take advantage of the public ity and organized 
a ser i ts  of six all~Delius concerts to sa t is fy  the newly generated 
curios ty about Delius and his strange music. The concerts were 
given i etween October 12 and November 1, 1929.
he t r ip  to London from Grez and the public appearances at 
the De ius Festival must have t ired Frederick considerably. He 
appear d very f r a i l  and had to be carried about on a l i t t e r .  His 
attend nee did add to the success of the concert ser ies.
n July of 1932 a third honjx was given Delius. He was 
award; 1 the freedom o f  the city of Bradford. This was the f i r s t  time 
that ny recognition had come to him from the citv in which he had 
growr up.
36Delius, Frederick Delius— Memories o f  My Brother, p. 215.
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During the next two years the pattern of  Delius's l i f e  continued 
as i t  had since his i l lness  made him an invalid. He died at his 
home in Grez on June 10, 1934.
CHAPTER II
ANALYSIS OF SELECTED SONGS 
Norwegian Songs
Delius's f i r s t  publication was a set of f i v e  songs from Norwegian 
poems. They were composed in 1888, shortly a f te r  he se t t led  in Paris. 
Since his f i r s t  tr ip to Norway in 1882 he had been in love with 
the beauty of Norway's mountains and fjords. Because of frequent 
v i s i t s  to Norway and his many Scandinavian friends in Leipzig  he 
became fluent in the Norwegian language and learned some of the 
Norwegian fo lk lo re .  He enjoyed a close friendship with Edvard 
Grieg (1843-1907) and dedicated this f i r s t  set o f  songs to Grieg 's  
w i fe ,  Nina.
The poems Delius chose were written by poets who were 
" . . .assoc ia ted  with the national movement in Norwegian l i t e r a tu r e . . .  
Most o f  the poems exhibit  the characteristics of Scandinavian 
verse in their compression of thought and conciseness of imagery.3®
Both this set o f  Norwegian songs and the second set of 1889 were 
composed to German translations. Delius chose to have his music 
published by a German publishing house, Harmonie. Because of 
this i t  was more pract ica l to write the songs to German translations 
than to the o r ig ina l  Norwegian. *38
^Holland, The Songs of  Delius, p. 14.
38Ibid. , p. :,5.
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The f ive songs are "Slumber Song" (i.jOrnsen) , "The Nightingale" 
(Welhaven), "Summer Eve" (Paulsen), "Longing" (Th. K jerul f ) ,  and 
"Sunset" (A. Munch).39 They show the influence of Grieg in the 
choice of texts, the use of echo phrases in the accompaniment, 
their strophic settings, and use of refrains. The vocal range 
is somewhat restricted and the phrases are short. Holland finds them 
quite Grieg-like but more complex in their harmonic texture.^4()
Delius's scores are l ibera l ly  covered with what the 
textbook calls accidentals, but Delian harmony d if fers from 
that of most previous composers in that the sharps and f la ts  
are not accidentals, and that his music is chromatic only 
in the l i t e r a l  sense— "co lored" . . .^ !
In "The Nightingale" (figure 1), measures 11-16, is a l i te ra l  
example of what Hutchings describes as "colored." Delius takes the 
Mm7th chord (3rd inversion) in measure 11 of the piano and carries 
i t  down following a chromatic scale pattern in one-measure segments. 
The voice follows in two-measure segments in a descending pattern 
of whole steps. Parallelism is one thing that Delius had in common 
with the French Impressionists. With the trend of the late Romantic 
composers to break away from the rigid rules of the early 19th-centur 
parallelism was used by the Impressionists as a co lor is t ic  and a 
transitional device.
We can hardly say that the sharps and f la ts  needed 
to write that cascade of chords are chromatic alterations 
of plain chords...the chords, or rather the various placings *
^The English t i t les  given here and throughout the paper are 
the t i t le s  given to available editions. In the l is t ing  of Delius's 
songs by dif ferent authorities there are differences in the t i t l e s  
of several of the songs.
^Holland, The Songs of Delius , p. 2 3.
^Hutchings , De 1 ius , p. 166.
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of the same chord, are used for their own e f fec t ;  they are 
not connected by any harmonic progression. . .  His slidings 
up and down the keyboard. . .  look like the sort of thing 
the jazz pianist does when sliding a tune into a new key. 42 3
These seventh chords are technically discords, whose 
discordant notes should be resolved. Had Delius acquired 
them academically he would have readied them through a flow 
of parts. That is why the highly chromatic work by other 
composers who use the same chords, let  us say Wagner (1813-1883) 
in I r is  tan, Schonberg (1863-1930) in "Verklarte Nacht," 
or Strauss (1864-1949) in Rosenkavalier, sounds so dif ferent
in Delian texture,43
Delius set the three verses of "The Nightingale" identically.
The melody is straightforward and fo lk- l ike as i t  outlines the 
basic harmonies of the accompaniment below i t .  Traditional 
authentic and plagel cadences occur at the ends of the vocal 
phrases except through the sliding passage, measures 11-16.
The piano's two-measure introduction and its two measures 
of conclusion are patterned after a bird ca l l .  The accompaniment 
is chordal as each verse begins calmly with the poet asking the 
nightingale to sing for him. The tonic and dominant are played 
in the bass as a pedal point, firmly establishing the key of G major.
In measure 9 a broken chord pattern begins with emphasis 
on g minor, followed by the paralle l  downward movement of chords 
in the same broken chord pattern through measure 16. The voice 
line follows the accompaniment in this downward movement and sets up a 
two-measure motive that is repeated in sequence two times in measures 
11-16. Both the melody and accompaniment in this middle
42Ibid. , p. 168.
43Ib id . , p. 83.
section support the agitated mood of the text as the poet views 
his unhappy l i f e .
A ritard is written in as the key of Cie piece returns to 
G major (measures 16-19). The augmented sixth chord in measure 
16 resolves untraditionalJv to a iii®7 in measure 17. The root 
movement in measures 17-19 progresses down :v  f i f ths until the 
original key of g major is reached in measure 20. The piano 
returns to a block chord pattern. The last phrase is in G major 
(measures 20-25), established again by the G pedal. Here, the 
harmonic pattern of the f i r s t  line of the song is repeated in 
augmentation beneath the words of the f i r s t  line of verse.
The structure of the setting is f i r s t  of a l l  determined by 
the text of the poem. The changes in key (C- major, b minor,
G major) and the changes in texture (block ohords, broken chords, 
block chords) support the changes of mood in the poem.
After spending the summer in Norway with Grieg and his friend 
Sinding, Delius wrote the second set of Norwegian songs in 1889.
The songs are "The Minstrel,"  "The Bird's Story,"  and "Cradle Song" 
(Ibsen), "Twilight Fancies," "Young Venevil, "  and "Hidden hove" 
(Bjornsen), and "Homeward Journey" (Vinje). As in the earl ier 
Norwegian songs the influence of Grieg is evident. Rather than 
dealing mainly with nature themes as he did in the f i rs t  set,
Delius selected poems whose stories reflected the Norwegian folk 
sp ir i t .
During the last half of the 19th-century nationalism had an 
important influence on many musicians, a r t is ts ,  writers, etc.
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The differences between national styles in music, for instance, were 
accentuated and folk song was regarded as a special and spontaneous 
expression of a nation's sou l .^  In all  of his songs Delius's 
aim was to convey the personal feelings of the poet while capturing 
the national sp ir it  of the poet's country. Grieg, for example, 
was nationalistic because he wrote mostly in the Norwegian, language 
and sp ir i t .  Delius wrote music to Norwegian, German, English,
French and Danish texts, and in a nationalistic way, he set each 
language in the tradition of the country from which i t  came.
"Twilight Fancies" (Figure 2) was written at the time that 
Delius was planning his f i r s t  opera, Irmelin. The song seems to 
be a short study of that which followed in the larger work.
The princess in this song could very well be the same as the 
character Irmelin, and the horn ca l l  used as an e f fect  in the 
accompaniment is later used again of f-stage in the opera.
The piano begins with the horn call in open f i f ths .  /'s 
the verse starts i t  supports the voice with a rather stark chordal 
accompaniment which adds to the feeling of the princess's isolation 
from the shepherd. The appoggiaturas in the vocal melody (measures 
6, 8, 12) and the piano accompaniment (measure 9) re f lect  the 
ambivalent nature of the princess in her reaction to the shepherd's 
c a l l .
The song is set strophical ly , but the last verse is varied 
melodically and harmonically at the end. The f i r s t  and second 
verses begin in g minor and end in D major, while the third verse
^Donald Jay Grout, A History of Western Music (New York:
W. W. Norton and Co., 1960), pp. 497-498.
22
ends in a "despairing (b) minor cadence.
A diminished minor seventli chord on "e" is introduced in 
measure 3 and supports the f i r s t  phrase of the vocal l ine . The vocal 
melody centers around g minor. At the end of measure 6 a tonic- 
dominant pedal in the accompaniment establishes that key. In 
measure 11 half-step bass movement leads to a three-measure section 
(12-14) which emphasizes the I ̂  of I) major with the alternation 
of "a" and "b" in the bass. The diatonic vocal melody of the last 
phrase (measures 15-17) is set with lengthening of the note 
values to an accompaniment of fa l l ing  chromatic harmonies cadencing 
in D major as seen in Figure 2. Stevens states that ear l ier  composers 
would never have set such a diatonic melody to other than a diatonic 
harmony.^ Delius repeats the f ina l  line of each verse very 
e f fec t ive ly .
Instead of going into D major in the third verse, Delius 
use3 half-step bass movement in measures 43-45 combined with a 
melodic sequence in the voice and a harmonic sequence in the piano 
(measures 44-45) to move to b minor in measure 46. The chromatic 
accompaniment of the f inal phrase in the f i r s t  two verses is 
replaced in the last by the horn ca l l  in open f i f ths ,  "Like 
nearly everything else he wrote, i t  ends quie t ly .
"Hidden Love" (Figure 3) is a poem about frustrated love, as 
are a l l  the Bjornsen poems of this group. Delius set the f i r s t  and
^Hutchi ngs, Delius, p. 159.
^Denis Stevens, A History of Song (London: Hutchinson and Co., 
1961), p. 160.
^Beacham, Delius, p. 37.
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third verses in much the same way, while the second verse varies 
both melodically and harmonically. The chordal figure in triplets 
in the piano is carried through a l l  three verses except in the inter­
ludes and under the last phrase in the f i r s t  verse and the last two 
phrases of the second and third verses where a block chord texture 
is used. niscreet interpretation of the accompaniment is necessary 
to avoid intensifying the already heavy sentiment of the words and 
overpowering the voice. With the tr ip le t  figure Delius uses ha l f­
step bass movement with similar movement in the upper voices for 
color and dramatic e f fect  (measures 7-11, 19-27, 42-45) and in 
preparing cadences (measures 12-14, 29-31, 33-34, 50-51). The melody 
is basically diatonic with two leaps of a m7th in the f i r s t  and 
third verses and one in the second which add to the agitated feeling 
of the setting as a whole.
Particularly expressive is the last phrase of each verse. The 
words of each are varied s l ight ly .  Delius sets each of them with 
different melodies and harmonic color. In the f i r s t  two verses the 
text leaves the listener wondering i f  the young g i r l ' s  secrets w i l l  
be discovered. Delius brings the harmonies for these to an implied 
B~flat major cadence with a 1̂  in measures 14 and 18, 34 and 35.
He avoids the traditional resolution by going o f f  in another direction 
rather than actually completing the cadence in B-flat major. Finally 
in the last measures of the third verse the text states that the 
young g i r l  has died and i t  is certain that her heart's secrets w i l l  
never be known. Here Delius prepares the cadence with half-step 
bass movement to the V7 (measures 50-51) and then goes to the I of
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Shelley Songs
The three Shelley songs were written in 1891. They are 
"unparalleled in Delius because nowhere else does he set words of 
the same type."^® "Indian Love Song," "To the Queen of my Heart," 
and "Love's Philosophy" express the "d irect outpourings of young 
infatuation," and are the most romantic verses that Delius ever 
s e t .^  Around 1891 Delius was establishing his reputation as a 
member of high society in Paris, with a l l  the soc ia liz in g  and f l i r t a ­
tions that that Involved. This could be one reason that he set 
these very romantic poems during this period.
In "Love's Philosophy" (Figure 4) Delius perfectly  absorbs 
the sp ir it  of Shelley and his sentimental verse . $0 The piano's 
spirited and sweeping accompaniment suggests in f in ite  grandeur 
as the text mentions the ocean, the earth, mountains, r ive rs , 
sunlight, and moonbeams. I t  is  as i f  the ycung lover is trying 
to overwhelm his beloved with proof that she cannot scorn him 
but must love him as a ll  the elements o f nature iove each other.
The texture o f the accompaniment changes for a two-measure 
interval at the end of the f i r s t  verse and again as the last 
phrase o f the second verse is  repeated three times. In the text 
above the block chords the young man is  asking his love two 
questions that re la te  the rest of the text to their personal 
relationship.





This song belongs to the ea r lie r  period of Delius's w riting. 
In the last two songs covered in the previous chapter ("Tw iligh t 
Fancies," "Hidden Love") there are hints in the vocal melodies 
o f a straying away from the s t r ic t ly  diatonic pattern seen in 
"The N ightingale." Here in "Love's Philosophy" the melody is 
again outlining triads and suggesting it s  own cadences as the 
melodies o f the ea r lie r  Norwegian songs do. "Hie vocal line 
is cut to a pattern, governed by purely musical rhythmic ideas to 
which the words have to conform."51 The tessitura is quite 
high.
In measures 1-9 a tonic pedal in the piano establishes 
the key o f G major. The harmonies follow ing this (measures 9-18) 
prepare for the cadence in B major in measure 19. This B major 
triad is  d irectly  preceeded by an augmented sixth chord which 
resolves trad ition a lly . A pedal on B, measures 19-24, joins the 
B major and b minor sections. The second measure of the short 
interlude between the f i r s t  and second verses (measure 21) 
prepares fo r  the key o f b minor established as the second verse 
begins.
Half-step bass movement (measures 26-28) brings the key 
center to E major in measure 29. This is  followed by an E pedal 
through measures 29-34. Then the root movement o f the chords 
begins to move in thirds to c minor in measure 34, E -fla t major in 
35, G major in 36, and e minor in 37. With half-step bass movement 
(measures 38-40) and a plagel cadence (measures 44-45) Delius
^Holland, Hie Songs of Delius, p. 44.
moves to the fin a l key o f G major.
Through this transitional area (measures 38-43) i t  could be 
expected that a 1̂  chord would follow  the chord in measures 
40, 41 and 44. Since the cadences of this piece have been 
unusually straightforward fo r Delius at this time, i t  is not 
surprising to find him avoiding the ij? here, extending the piece 
by dodging a cadence through the tran 'M .-cal section, and then 
going through a IV to the I in G major. The measures 42-43 
give an example o f a typ ica l Delian progression, with the 
7th chords slid ing  chromatically downward.
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Fig. 4 .— Love's Philosophy
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During the Romantic period there was a continuous increase
in harmonic complexity, chromatic harmonies and vo ice leadings,
fre e r  use o f non-harmonic tones, and a growing tendency to avoid
d is tin c t cadences. These contributed to the emergence o f new 
52son oritie s . In 1895, w ith the f i r s t  Verlaine se tt in gs , Delius 
began to use his harmonic resources in a new way. He continued 
to use the rich texture o f s lid in g  7th chords but started  weaving 
the vocal melody with the accompaniment so that they became 
dependent on each other.
" I I  pleure dans mon couer" and "Le c ie l  e s t, par-dessus le
t o i t "  were the f i r s t  o f f iv e  Verla ine texts that Delius se t.
The others were "La lune blanche" (1910), "Gianson d ’ automne"
(1911), and "Avant que tu ne t 'en  a i l l e s "  (1919). There is  a
"French atmosphere" in these s o n g s . D e l i u s  had a knack fo r
catching the fe e lin g  and rhythm o f languages.
He revealed a close acquaintance with the lite ra tu re  
o f at lea s t four European nations, France, Russia,
Germany, and Norway, and could ta lk  about them with an 
appreciation and c la r ity  o f thought that demonstrated 
beyond doubt how completely he had absorbed a l l  that he 
had ever read .54
Because V erla in e 's  poems "depend so much on the subtle in terp lay  
o f verbal values fo r  th e ir  evocative  appeal, the task o f transla tion  
seemed" im possible. I t  was D elius 's  wish that these songs be
52Grout, A H istory o f Western Music, p. 500.
^H olland , The Songs o f D elius, p. 37.
S^Beecham, Delius, p. 152.
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sung in the original language only.55
Delius's absorption in a poet and his verse is 
nowhere more manifest than in the contrast between the 
Shelley and the subsequent Verlaine songs. The five  
French pieces are as consistantly in one sty le as the 
Shelley ly rics  are in another.56
"Le c ie l est, par-dessus le  to it "  (Figure 5) begins quietly. 
The piano texture is thin, the melody is simple with the voice 
staying on one note for a part of each phrase. As the text adds 
a tree, a b e ll, and a bird to the picture, the piano suggests 
these things to the listener. The swaying o f the tree is heard in 
a rocking motion of the piano's treble and bass lines in measures 
3-6. This same pattern is used for the b e ll in measure 7, but 
the meter is changed from 4/4 to 12/8 and the e ffec t of the 
rocking motion in tr ip le t pattern is that o f a mellow ringing 
sound. Hie bird song in measures 9-11 is a pattern of 16th notes 
in a higher register. By measure 9 the accompaniment combines a ll  
three motives. In measure 12 the meter returns to 4/4. Also 
at this point the piano starts a B -flat pedal in the bass under 
block chords to suggest the monotonous murmur of the c ity .
In measure 17, the accompaniment changes to block chords as 
the words voice a lament over "lost youth." As the last line 
is repeated the motives of the bird 's song and the swaying of the 
tree are brought back in the piano in 12/8 meter.
As in most of the Verlaine poems set by Delius, the 
description of the scene merges into and becomes symbolic 
o f the human sentiment which is the real concern of the song.
55nolland, The Songs o f Delius, p. 18.
56Hutchings, Delius, p. 160.
-^Holland, The Songs o f Delius, p. 41.
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Holland finds this through-composed piece to be "one of 
Delius's most beautifully shaped songs..."^8 The short return 
at the end to material introduced ea rlier  is a common .evice used 
by composers of the late Romantic period to round out a composition 
which does not, in a s tr ic t sense, conform to a "classica l" 
form.
The piece begins in b - fla t  minor. At measure 4, half­
step bass movement begins and continues through measure 6. At 
the same time the rocking figure used to suggest the movement of 
the tree follows a sequential pattern downward by half-steps 
in measures 4-5 and by whole step in measure 6. The key of 
e - f la t  minor is arrived at through this sequential transitional 
section (measures 4-6).
A B-flat pedal is prepared in measures 8 and 9 and is 
actually stated in measures 10-16. This pedal supports the 
alternating e - f la t  minor and E-flat major harmonies in measures 
7-11, and also the transition section (measures 12-16) which leads 
to the key of B -flat major in measure 16. Once this key is reached, 
half-step bass movement begins almost immediately in measures 18-19 
and 21-24 to bring the song to a close in the key of G-flat 
major (measures 25-27).
58Ib id ., p. 39.
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Fig. 5.—Le Ciel Est, Par-dessus Le Toit
NOTE: Permission to reprint material granted by
Oxford University Press. From Frederick 
Delius: A Book of Songs, Sets 1 and 2, 
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In 1897 Delius wrote settings to seven Danish poems: "On 
the Seashore" (Drachmann), "Through the Long, Long Years," "Wine 
Roses," "Let Springtime Come," "Irm elin ," "In the Seraglio Garden," 
and "Silken Shoes" (Jacobsen). Later he wrote "Autumn" (Jacobsen- 
1900), "The V io let" (Holstein-1900), "Black Roses" (from the Swedish 
of Josefson-1901), and "Summer Landscape" (Drachmann-1902)» A ll 
o f these were set to the Danish words (except "Black Roses" to 
Swedish) and were then translated into German by his w ife, Jelka, 
and into English by Delius himself.
Delius set "The V io le t" and "Irmelin" strophically, but the 
others he wrote as through-composed songs. These pieces show a 
more personal s ty le . Because of their experimental nature they 
are not well known.
One cannot but be aware in these songs...that Delius was 
feeling his way towards a new and poetic sty le  of songwriting, 
in which voice and instrument are merged indissolubly into 
a single unity and in which neither can be made in te llig ib le  
apart from the other. He no longer writes a vocal part with 
piano-forte accompaniment, and while he enriches the 
expressive use of the voice, he re lies  on the suggestive 
power of the instrumental part to realize h i0 poetic purpose. 
The fusion o f interest is not, perhaps, as complete as in the 
Verlaine songs, but as pointers to his more mature sty le , 
the Danish songs possess exceptional significance and form 
a bridge between his ea r lie r  and la ter manner. 9̂
The last two Danish settings, "Black Roses" and "Summer
Landscape" are examples o f Delius's "impressionistic" sty le.
Just as Debussy's impressionistic art " is  best regarded as a la te
and very special offshoot o f Romanticism" so must Delius's be
-^Arthur Kieth Holland, The Delius Society, Vol. I I  (London: 
Columbia Gramaphone Co., L td ., December, 1936).
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considered. 6 6  It  is not known when and how much Delius heard about 
Debussy and Ravel; however, most authorities agree with Bauer's 
statement that Delius's impressionistic work "is based on a chroma­
ticism which he worked out apart from French models."61
Delius uses mild dissonance even more constantly than 
Debussy (1862-1918) or MacDowell (1861-1908)— chords of 
the seventh, ninth, and added s ix th .. .The rich . . .  chords are 
smoothly connected by chromatic motion of the inner voices 
including more paralle l motion than would be permissible 
in common practice .. .Delius uses dissonance, chromaticism, 
and parallelism together to make a smooth, luxuriant back­
ground. . ,62
The general characteristics of French Impressionism hold true 
in Delius. The color and harmonic richness
...s e ek ...to  evoke a mood, an "atmosphere".. .Outlines 
of phrases and the formal structure as a whole are 
deliberately blurred and ind istinct, though in many impres­
sion istic  pieces a general three-part (ABA) form is discern- 
able. . . A very common device was the "chord stream," a 
succession of chords with organum-like paralle l movement
of a ll  the v o ic e s .63
In "Black Roses" (Figure 6 ) the theme is stated by the piano 
in the two measure introduction. I t  appears again in the vocal 
line in measures 26-27, 41-42, in the piano in measures 32-33, 
and in the voice and piano in measures 45-46.
The f ir s t  phrase in the voice part (measures 3-6) is set in
a way reminiscent o f the dorian mode (transposed up one half-step ).
60Grout, A History of Western Music, p. 604.
61-Mar ion Bauer, The 20 thr-Century R naissance (New York: G. P. 
Putnam's Sons, 1947), p. 154.
62william W. Austin, Music in the 20th-Century (New York:
W. W. Norton and Co., 1966), p. 89.
63crout, A History o f Western Music, pp. 601-602,
; V,?- ' . ....." •'  ̂ ,;.4' ' ;’ .||Jp :
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The interval of a diminished f i f th  is found in measures 4, setting 
the stage for the augmented fourths that appear in thee melody in 
measures 27-28, 33, 39, and 46-47. Many melodic and .narmonic 
diminished fifth s  and augmented fourths follow in the accompaniment 
of the f ir s t  and third sections. I t  is the sound of tshese two 
intervals (that o f the tritone) that gives this piece its  distinc­
tive mood of sadness.
"Black Roses" is  through-composed with two main sections. In 
the beginning of the second section (measure 30) the piano breaks 
from its  chordal texture into a pattern o f arpeggios that support the 
vocal lin e as the song becomes more intense. At measure 38 
the climax is reached and the last phrases settle  in to a more 
peaceful lament.
"The vocal lin e is restless and tormented, and requires 
always the presence of the supporting harmonies for i t s  realization."^^
The free interchange between C-, G-, and E-flat in the fir s t  
four vocal phrases extends the modal feeling f ir s t  found in measures 
3-5.
The downward bass progression in scale degrees im measure 6 
leads to the key center of b - f la t  minor in measure 7. This key 
feeling is reinforced by the use o f the f i f th  scale decree in the 
vocal line of measure 6  and below i t ,  the seventh scale degree 
in the treble of the piano. In measure 6-7 a two-meastnre pattern 
is set up in the piano interlude. I t  is repeated two cimes in 
sequence. The intervals are varied but the e ffe c t is  c:nat of a
^Holland, The Delius Society, p. 36
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sequence. The melodic motive found in the treble o f the piano 
accompaniment of measure 9 is  the diminution of the motive 
found in the bass of measures 6-7. This l i t t l e  motive is used 
to extend the sequential section through measures 1 2  and 13.
I t  is  also found in measures 15 and 33 o f the vocal line and in 
measure 33 of the piano.
A c-minor triad is reached in measure 13. Half-step bass 
movement starts in measure 15 and continues through measure 20.
This section (measures 15-20) extends and colors the c-minor 
section. In measures 21-22 an augmented sixth chord resolves 
traditionally to a second c-minor triad. The setting of measures 
22-24 in the natural minor creates an interesting contrast to 
the sh ifting tonalities of the f ir s t  half o f the song. Paralle l
bass movement begins again in measure 24 and brings the piece
£
to a 1  ̂ o f C major in measure 26 followed by the dominant and 
tonic in C major.
Half-step bass movement is found below the changing harmonies 
o f measures 28-34. A g-minor triad supports the f ir s t  downbeat 
of the second section (measure 30). The e ffe c t o f the whole tone 
scale appears in the last half o f measure 33 through the f ir s t  
half o f measure 34, and in the last half o f measure 37. At the 
point o f climax (measure 38) Delius prepares for the fin a l 
cadence with the dominant of B -fla t major. This fin a l authentic 
cadence is  d irectly preceeded by three measures (measures 43-45) 




The two main sections o f this song cadence with a traditional 
irogression. The ends o f the phrases within the sections do not.
"Summer Landscape" (Figure 7) is a nature poem. TWo main 
mt Iodic motives occur, dividing this through-composed piece into 
tw » general sections. The f ir s t  motive is stated by the voice 
In measures 8-9 and is  then repeated in the piano in measures 10-11, 
12f .3, 13-14. The accompaniment is  chordal with a pedal on F 
heli in the b&ss and chromatic movement of paralle l thirds in the 
inner voices continuing through measure 6 .
At the beginning of the second section, the second motive 
appe ers in the bass o f the accompaniment in measures 18-20 and 
is a :companied by arpeggios. A ll fiv e  statements of this theme 
are related by a third beginning with either Eb, G, or Bb.
The sections are also marked by a change in meter from 
3/2 to 4/4 and back to 3/2 near the end as the f ir s t  motive 
reap >ears with the chordal accompaniment figure.
In measure 30 the vocal lin e becomes more angular. From 
the beginning the melody has followed a rising and fa llin g  pattern, 
but here the e ffe c t is much more abrupt. Because of th is, the 
vo< al part seems to lose importance.
There are occasional passages for voice in Delius's 
works», .-where the melodic curve of the accompaniment is far 
more sign ificant than that o f the voice, whose notes seem 
at times almost inconsequent, as though any note that ta llied  
with the accompanying chord would have done equally well 
had i t  been selected at random.65
65Warlock, Delius, p. 126.
.f
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Tne song comes to a quiet and shimmering close with two 
statements o f the f ir s t  motive by the piano followed by a series 
o f open fifth s  in the middle and high register.
Because o f the F pedal in the bass the f ir s t  fiv e  measures 
fe e l as i f  they are in the key o f F major. The harmonic changes 
above the pedal do not a ffec t its  implication. In measure 5 
Delius prepares for B -fla t major with the use o f a l| chord.
The 1̂  chord appears again in measures 11 and 13. With these 
chords the F pedal, as a dominant, begins supporting the tonality 
o f B -flat major. The functional ambiguity o f the F pedal is an 
example o f one of the la te  romantic and impressionistic devices 
for modifying the c lassica l treatment of tertian harmony.
At measure 18, the beginning of the second section, the tonic 
B -fla t major chord is f in a lly  stated. The text in the f ir s t  section 
deals with the hazy restfulness of the landscape as the sun sets.
The 3 low harmonic rhythm sustains the feeling o f repose.
In measure 18, when the second motive is  introduced in the 
bass o f the piano, the meter changes and the accompaniment pattern 
goes to a sparkling ] 6 th-note treatment o f broken chords. The 
f i r s t  four times that the new motive is stated (measures 18-29) i t  is 
in sequence down by thirds (except the fourth, which is by a fourth) 
in three-measure units. In measure 27 B -fla t major is implied again.
Before the f i f th  statement o f the second theme (measures 31-33) 
a whole tone scale e ffe c t  Is given through measures 29 extending the 
length of the fourth statement by one measure. As the theme is 
repeated this same whole tone e ffe c t supports i t  in the last half 
o f measure 32, through measure 33, and in the last half o f measure 34.
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I t  extends the f i f th  theme statement amd leads into the return of the 
f i r s t  motive at measure 35.
In measure 35, Delius prepares fo r  an F pedal. In measure 36 
a f ir s t  inversion B -fla t major chord Lb given. The pedal on F 
supports this tonality from measure 4G to measure 46 where a tonic 
B -fla t chord ends the piece.
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Fig. 6 .— Black Roses
NOTE: Permission to reprint material granted by 
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sad. lo - day?
J ] f f  f » r♦ g :
You have al ■
—i--- 1—
ways been SO mer
£ jbf ^
and gay!.













\C) Oxford I'nivrmtv Press, 10V3
60
Frederick Del am Sonp (Set 1)
Fig. 6 . - -Continued
FijrFnaimck l i Sons* (Set 1) 6. --Continued
Frcdcnci: IVaiui Sonfi (Set I)
Procw*cd »ml pruned by 
>Wmjlo & Co Lvl, Ajnmhem. IKk* i . OXFORD UNIVERSITY PRESS
Fig, 6 .--Continued
Fig. 7.— Summer Landscape
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Words from the Danish of 
Holger Drachmann
Score and pans foi small orchestra are on hire
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Fig. ?.— Continued
Frederick Deliu* Sons* (Sei I)
English Songs
Except for the last Verlaine songs, Delius used English 
texts for the songs of his la ter years. He was making frequent 
trips to England and stayed in London during World War I. The 
songs in the last grouping are "Hie Nightingale has a Lyre of 
Gold" (Henley-1910), "I-B ras il"  (Fiona Macleod-1913), and four 
Elizabethan ly r ic s , "Spring, the Sweet Spring" (Nashe-1915),
"To D affodils" (Herrick-1915), "So Sweet is She" (Jonson-1915)4 and 
" I t  was a Lover and his Lass" (Shakespeare-1916). "To the English 
ear, none of Delius's settings excel in charm and poetry o f idea 
his la ter English songs , " 6 6
Holland finds "The Nightingale has a Lyre o f Geld" (Figure 8 ) 
to be another o f Delius’ s most perfect songs.
The plan of the poem is very sim ilar to that o f many 
Delius favored; f i r s t ,  the statement o f a quasi-impersonal 
emotion, here embodied in the song of the blackbird, and 
then the sudden transference o f interest to a purely human 
situation, which absorbs and in tensifies  the atmosphere 
already set up.67
The ca lls of the three d ifferen t birds mentioned in the text 
are suggested in the high register o f the piano in the f i r s t  
section. The nightingale is heard in the f ir s t  measures o f 
introduction by the piano. The la rk 's  ca ll is found in measure 12. 
A tr ip le t  figure gives us the blackbird's song in measure 15.
At the beginning o f the middle section (measure 19) the 
human element is  brought into the text. The blackbird's ca ll is 
repeated in the piano under this text through measure 21. Here the




piano picks up a ro llick ing tr ip le t  figure as the text te lls  of 
the joy of l i f e .  The climax is reached in measure 25. By measure 
28 the texture is thinner, the blackbird's ca ll is repeated in the 
piano and the vocal line is  so ft. A ll of this fo r a kiss as the 
blackbird sings in the s t i l l  forest. Delius achieved "a sense 
of climax a fter every conceivable variety of...harmony would 
seem to have been exhausted, by suddenly presenting a mere harmonic
C O
skeleton ..." and bringing the piece to a quiet, peaceful end. 0 0  
This is demonstrated in the ending o f this song.
The half-step bass movement found in measures 14-16, 29-31, 
and 33-35 is used for extension and color. Only that in measure 24 
leads to a key center, that of B -fla t major. The two augmented sixth 
chords, measures 30 and 35 are also used for color. They do not 
resolve.
The key center at the beginning of the song is d minor. At 
the end of the f i r s t  section (measure 18), the key o f D major is 
implied with a i f .  At measure 25 the key of B -fla t major is  arrived 
at with para lle l half-step movement in the bass. B -fla t is  again 
heard in measure 28. The song ends in d minor. The main sections 
end with the feeling o f a key center. The f ir s t  two (measures 18 
and 28) are not reached trad ition a lly , the last is  reached through a 
deceptive cadence.
A two measure rhythmic and melodic pattern acts as a unifying 
device through "So Sweet is  She" (Figure 9). The accompaniment 
of this through-composed song is simple with many seventh chords
^Warlock, Delius, pp. 128-129.
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and Delius's usual chromatic movement o f chords. There is also 
a lo t o f paralle l movement in intervals other than a half-step, 
particularly in the bass. The text compares the poet's beloved 
to the whiteness o f a l i l y  and the new-tallen snow, the softness 
of the beaver's wool, and the sweetness of honey. The melody 
and accompaniment jo in  to give a fee ling  o f delicacy to the whole 
piece.
The appearance of a few isolated triads through thi< piece 
seems to mark the sectional organization and important ; eas in 
the organization o f the text. An F major triad is found in 
measure 1 and a d minor triad in measure 2. These t o stand at 
the beginning o f the f ir s t  section which seems to tenter harmonically 
around F major.
In measure 6 a C major triad starts a sect on in which 
everything in the accompaniment and the melody evolves around 
a minor and A major. The F major triad ends t is section. At 
the point of highest dynamic le v e l, measure is an f if minor 
triad. This also seems to prepare for the miinant o f the b minor 
triad that follows in measure 22. This is the point at which the 
text turns from questions to a statement ummarizing the beloved's 
q u a lit ie s .
The last two triads are found in ueasures 2 7 and 28 where the 
piece cadences with an authentic prog jssion in F major. The 
melody and accompaniment's harmony c the last measures center 
around this key.
Several augmented sixth chous are used. Those that function
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trad itionally  resolve by half-step and by common tone. They are 
found in measures 1, 15, and 19. Those that do not resolve 
trad itionally  are found in measures 7, 23, 24 and 25. In measures 7 
and 23 the augmented sixth chords are more a part o f the para lle l 
chromatic movement than any functional progression. The f ir s t  o f 
these is misspelled and both add to the harmonic color of their 
respective areas. In measure 24 a delayed resolution is  implied 
and the movement is by whole step. The la s t, in measure 25, 
is resolved but two chords come between the augmented sixth and 
the chord of resolution in measure 26. This destroys the fee lin g  
of a traditional resolution.
The only trad itional harmonic cadence is at the end of the 
piece. At the ends of the vocal phrases cadences are avoided 
and the harmonies go o ff  in unexpected directions.
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Fig. 8 .— The Nightingale Has a Lyre of Gold
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Poem by W. K. Henley
Allejretto (with easy movement; not too slow)
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So white, so soft, so sweet is she
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In re la t in g  the b iograph ica l events o f D e li- s 's  l i f e  to 
h is periods o f song production i t  was found that his use o f 
such d iverse languages as Norwegian, Danish, Swedish, French, 
German, and English was not merely haphazard. The Norwegian 
songs were w ritten  under G rieg 's  in fluence and in response to 
D e liu s 's  love fo r  Norway and her fo lk lo r e . The h igh ly romantic 
Shelley texts were set during the time Delius was f i r s t  en joying 
the "high s o c ie ty "  o f P a r is .
I t  is  not su rpris ing that he wrote se tt in gs  to French 
poetry while he liv ed  in France. Jelka, his w ife ,  was Danish 
and i t  is  perhaps through her that he bacame fa m ilia r  with Danish 
poetry. Most o f his published se tt in gs  o f English verse came 
a fte r  S ir Thomas Beecham had begun including D eliu s 's  works 
in the programs at Queen's H a ll. Delius made severa l tr ip s  to 
England fo r  these concerts. A fte r  the outbreak o f World War 1 
he and his w ife  liv ed  in London fo r  about a year and a h a lf .  
During this time P h ilip  Heseltine probably suggested that he 
se t some o f the Elizabethan ly r ic s  that were then so popular.
The songs analyzed in the second chapter can be d iv ided  
in to  two general groups. The ea rly  group consists o f "The 
N igh tin ga le ,"  "T w iligh t Fancies," "Hidden L ove ," and "Love 's  
Ph ilosophy." The songs comprising the la te r  group are "Le c ie l
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est, par-dessus le t o i t , "  "Black Roses," "Summer Landscape,"
"The Nightingale has a Lyre o f Gold," and "So White, so Soft, 
so Sweet is She." Through analysis o f form, harmonic relationships, 
cadences, key centers, accompaniment texture, melody and mood the 
e a r lie r  and la te r  songs can be compared. I f  is important to note 
that a l l  o f these characteristics are related in some way to the 
o ver-a ll form o f the piece.
Form
The general form o f the early songs is strophic. "The 
N ightingale" is  the simplest example because a l l  three verses 
are set exactly in the same way. "Tw ilight Fancies" and "Hidden 
Love" are both set stroph ically but there are variations in the 
settings of the verses. The f ir s t  two verses o f "Tw ilight Fancies" 
are a like while the end of the third verse is ser with changes 
o f melody and harmony. In "Hidden Love" the second verse is varied 
melodically and harmonically. Even though the two verses of 
"Love's Philosophy" are set with d iffe ren t melodies and under­
ly ing harmonies the e ffe c t  is  that o f a strophic setting.
"Le c ie l est, par-dessus le  t o i t "  is through-c-mposed. In 
it s  form, cadences, and in the importance placed on text painting 
in the accompaniment this song belongs to the la te r  group. The 
melody and the establishment o f its  key centers through use of 
a bass pedal link i t  to the f ir s t  group.
"Black Roses," "Summer Landscape," "The Nightingale has a 
Lyre o f Gold," and "So Sweet is She" are a ll through-composed.
Each has d iffe ren t characteristics that help to determine its
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structure, "Black Roses" is bu ilt around a melodic theme, and 
the repetition of the in terva l o f a tritone. In "Summer Lamdscape" 
two melodic motives and their supporting accompaniment textmres 
are used to divide the piece into its  main sections. In "Th.e 
Nightingale has a Lvre o f Gold" the tex t 's  reference to h ire songs 
through the f i r s t  and last phrases is supported by text painting 
in the accompaniment. In this way the piece is divided into its  
three sections. Delius's use o f a single melodic and rhythmic 
motive through the last song, "So Sweet is She," makes this piece 
d iffe ren t from the others.
Kev
----- -f~..
The key centers o f the f i r s t  f iv e  songs are established by 
functional harmonic progressions, the use of a pedal, and through 
cadences which are trad itiona l or approached by chromatic bass 
movement. A pedal in the bass of the accompaniment is found 
frequently in "The N ightingale," "Tw ilight Fancies," "Love's 
Philosophy," and "Le c ie l est, par-dessus le  t o i t . "  I t  c lea r ly  
establishes the key center of the harmonies above i t .
The trad itiona l authentic and plagel cadences o f "The 
Nightingale" correspond to ends of the vocal phrases. In 
"Tw ilight Fancies" the vocal phrases end at harmonic cadencing 
points. The ends o f the f i r s t  and second verses are cadenced 
through chromatic bass movement, while the third cadences authen.ticall 
The vocal phrases o f "Hidden Love" also govern the cadence 
points. Although the cadences at the ends of the f i r s t  and th ird  
verses are implied, the key center is d e fin ite ly  f e l t .  The la s t
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verse is  closed with an authentic cadence in F major.
In "Le c ie l est, par-dessus le t o it "  the key centers are 
not as well established. Although the B -fla t pedal found through 
the middle portion supports the alternation between e - f la t  
minor and E -fla t major ami «..ve following transition to B -fla t 
major the key centers are more transient and are not fe l t  as 
c learly  as those o f the previous songs. The cadences do not 
correspond to the ends of the vocal phrases and the only trad itional 
cadence is the authentic cadence to G -fla t major at the end o f the 
p iece.
The two main sections of "Black Roses" end in authentic 
cadences but the ends of the vocal phrases do not come at harmonic 
cadence points. Because o f the suggestion of the dorian mode, 
the augmented fourths and diminished f i f th s ,  and the whole-tone 
sections in this song, the key centers are very elusive. "Summer 
Landscape" is the only song analyzed in which only one key center seems 
to be implied throughout. The key is not strongly established but 
the B -fla t major triad appears at in terva ls in the accompaniment.
The F pedal, found at the beginning, is  ambiguous as i t  seems to 
be a tonic pedal through the f i r s t  measures until the I 4 o f B -fla t 
major is given above i t .  At this point i t  c learly  becomes a dominant 
pedal. At the end i t  is used again in its  dominant function oreparing 
for an authentic cadence in B -fla t major.
"The Nightingale has a Lyre of Gold" has three main sections 
which end with the feeling o f a key center. The f i r s t  implies 
D major with its  I 4 , the second is B -fla t readied through chromatic
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bass movement, and the third section ends with a deceptive cadence 
in d minor. The key centers are never really established through 
traditional progressions. Only the last phrase of "So Sweet is She" 
cadences. As in a l l  the songs of the second group the ends 
of the vocal phrases dc .at cadence harmonically.
In a l l  the songs the key relationships between the major 
sections are by thirds, by f i f th s ,  or by common tones.
Melody
As the key centers and cadences o f  the songs become more 
elusive the melodies supported by these key areas in the accompaniment 
become dependent on the piano for their resolution. In the ear l ier  
songs i t  seems that the accompaniment follows where the melody 
leads i t .  In the later songs this relationship seems to be reversed.
Texture
Throughout a l l  of these songs Delius has used the accompaniment's 
texture to define the form of the piece, to suggest the mood of the 
text, and in some cases, to actually paint the picture the words 
suggest.
The changes in meter found in "Le c ie l  est, par-dessus le  t o i t , "  
"Summer Landscape," and "The Nightingale has a Lyre of Gold" 
correspond to the changes in piano texture and help to determine 
the form of the piece. A meter change combined with a change in 
piano texture also alters the accompaniment's e f fec t  in expressing
the ideas ol the text.
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Chromatic Bass Movement
Delius uses this device in a l l  of the songs analyzed. In 
"Twilight Fancies," "Love's Philosophy," and "Le c ie l  est, par-dessus 
le t o i t "  i t  is used for cadences. In these three songs, "hidden 
Love," "Black Roses," "Summer Landscape" and "The Nightingale 
has a Lyre of Gold" i t  is used before the actual cadence as an 
extension or transition 'rea preparing for the cadence i t6 e l f .  In 
a l l  of the songs i t  is used for color, often combined with chromatic 
movement in the other voices of the piano accompaniment. In the 
second group the use of the chromatic bass movement is confined 
almost entirely to color because there are so few cadence points.
Delius's songs have not enjoyed a great deal of popularity. 
Perhaps one of the reasons is that he did not gain extended support 
in any one country: he was an Englishman l iv ing in France, he had 
his music published in Germany, and he wrote songs in many dif ferent 
languages.
A second reason for lack of popularity may be the fact that 
during Delius's l i fe t ime many of his works were unavailable for 
performance. He was not concerned with going through the formalities 
of publishing his music and many of his works lay dormant for a 
period of years.
Another contributing factor could be that public taste had 
changed by the time the songs were revived. Following World War I ,  
interest was generated in the philosophies of such musical ideologies 
as The French Six, Schonberg and his disciples, and other avant garde 
movements. Hie music of Delius and other late  Romantic composers
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began to be regarded as old-fashioned.
Despite the many criticisms aimed at Deilius's vocal works, 
many of the songs, particularly the Norwegian and French songs, 
reveal a sensitive and singable approach to tine sp ir i t  of the text. 
Delius's songs deserve a place in the history of song literature as 
some of the most orig inal and personal vocal nnusic to be written 
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